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Incomparable HIGH FIDELITY 

Full Dimensional Sound recording establishes 

an unique collaboration among artists, pro¬ 

ducer, and engineer which makes possible the 

reproduction of all tonal characteristics in 

the same natural balanced fidelity as in the 

ORIGINAL, LIVE PERFORMANCE without 

attenuated high frequencies or booming bass. 

At the end of the sixteenth century and the beginning of 
the seventeenth, as the Baroque era was emerging from the 
Renaissance, three Italian composers became pre-eminent 
in three separate branches of musical art: Giovanni 
Gabrieli in church music, Claudio Monteverdi in opera, 
and Girolamo Frescobaldi in keyboard music. These three 
were vanguard composers, initiators of new styles, inven¬ 
tors of new techniques, spokesmen for a new spirit that was 
destined to influence the course of music for 150 years. 

The one who concerns us here, Frescobaldi, was the 
youngest of the three. He was born in 1583 and died the 
same year as Monteverdi — 1643. He was equally famous 
as virtuoso and composer. It is said that when he was inau¬ 
gurated as organist of St. Peter’s in Rome in 1608, no fewer 
than 30,000 persons came to hear him perform. And a clue 
to his significance as a composer is that Bach copied out by 
hand the whole of his Fiori musicali as a method of studying 
the work of a recognized master. Frescobaldi himself had 
studied with another great master, Luzzasco Luzzaschi, 
organist of the cathedral in Ferrara and composer of some 
of the most beautiful madrigals in the literature of vocal 
music. To have been born and educated in Ferrara at this 
time was to have begun life in one of the most cultivated 
musical centers in all of Europe, a city whose reigning dukes 
had entertained or actually employed most of the greatest 
composers of the sixteenth century — composers from Italy, 
France, Burgundy, Germany, the Netherlands, and even 
far-off England. Indeed, the traditions of Ferrara were 
extraordinarily rich. Frescobaldi came upon the scene not 
a moment too soon to profit from these traditions, for by 
the time he was in his middle ’teens the glory of Ferrara 
came to an end with the death of the last duke of the Este 
family. 

Thus we locate Frescobaldi in a period of brilliant musi¬ 
cal activity and count him as one of the brightest lights of 
his century. Yet his historical setting is secondary to his art, 
for his art made history. As we listen to the four pieces 
recorded here we immediately notice the great range of 
his imagination and the extent of his powers. The Toccata 
in G Minor is full of grandeurs — grandeurs of harmony 
embellished with surging scale passages and brilliant figura¬ 
tions that produce grandly rhetorical sonorities. It is a 
work additive in structure, each of the brief sections ending 
in an ornamented cadence and a deep breath that imply 
the imminence of still another eloquent paragraph. Or, to 
change the figure to an architectural one, each section 
might be likened to a room in a great palace, with the 
cadences representing doorways between them. Everywhere 
is spaciousness, richness of design, and variety of color. 
The last of these, of course, must be realized through the 
performer’s registration — that is, the selection of stops or 
tone colors. (Although Frescobaldi was an organist, many 
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of his compositions were designated as being suitable to 
either organ or harpsichord. Properly, then, Frescobaldi’s 
works should be regarded as keyboard music and not be 
limited to the organ unless sustained tones are required in 
the pedal. In all other respects the music is served perfectly 
[and authentically] by the harpsichord, with its double 
keyboard, its variety of stops and octave couplers.) 

Partite 12 sopra I'Aria di Ruggiero, like the Toccata, is a 
sectional work, but with the difference that here each sec¬ 
tion is a variation on a theme. That theme, usually referred 
to merely as ruggiero, was a very famous one. Originally 
it was a melodic formula associated with the recitation of 
a certain passage in Tasso’s epic poem, Orlando furioso; it 
became popular currency in the same way as the signature 
music of any popular radio program today. Appropriated 
by instrumental composers for use in serious composition, 
it was most frequently treated as a bass, with free melodic 
invention superimposed upon it —which is the method 
employed by Frescobaldi. The theme is not stated melod- 
ically. Indeed, it is a mere pretext for the exercise of the 
creative imagination; and attempts to detect it, which are 
not always easy, do not make for very profitable listening: 
far better to enjoy the substance of the variations them¬ 
selves. They are, as compared with the freely improvisa¬ 
tory manner of the Toccata, quite strict and disciplined — 
like a sonnet sequence as compared to free verse. 

The Capriccio sopra la Battaglia is music of quite 
another order, an essay in realistic description. Even with¬ 
out its title, one would guess that it describes a battle in a 
series of sound-pictures of trumpets summoning the soldiers 
to the fight, bagpipes and drums inspiring them with cour¬ 
age, cavalry charging over the field, armor clashing against 
armor, sword upon spear, and various other alarums and 
excursions common to the battlefields of the time. What¬ 
ever the effect of this music may have been on Frescobaldi’s 
contemporaries (we know that fashionable ladies swooned 
during violent passages of Monteverdi’s II Combattimento), 
it must strike us as humorous, naive, and altogether delight¬ 
ful in its pre-atomic gentility. Aria detta la Frescobalda, 
which might be translated as “Air known as the Fresco¬ 
balda,” is again a set of variations on a tune that is at once 
dance-like, lyrical, and wistful. Taken as a whole, these 
four works illustrate the principal characteristics of early 
Baroque music as enumerated by Bukofzer: “multi¬ 
sectional structure with regard to form, extensive variation 
with regard to melodic procedure, and polarity between 
bass and upper voices with regard to texture.” 
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The era that Frescobaldi helped initiate ended with Bach, 
Handel, and Domenico Scarlatti. All three were born in 
the same year, 1685. Compared to his contemporaries 
(Bach with his great organ works and Passions, Handel 
with his operas and oratorios), Scarlatti was a miniaturist 
working mainly in the limited medium of the one- 
movement sonata for harpsichord. But in this medium he 
was an incomparable master. He created a new style of 
keyboard playing the importance of which can be compared 
only with Chopin’s a century later. That style of playing 
largely precluded counterpoint, emphasized melodic struc¬ 
tures on a harmonic bass, and required contrasting themes 
and keys. Thus it was a harbinger of the next great period 
of musical art, Classicism. 

All of Scarlatti’s sonatas follow the same general pattern 
— a bipartite structure that moves away from the home key 
in the first half of the piece, returns to it in the second half. 
Within this scheme, which was even then a traditional one, 
Scarlatti moved about with complete freedom and individu¬ 

ality. His simplest manner of writing is illustrated by the 
little D Minor Sonata, which is nothing more than a melody 
accompanied by easy harmonies. Somewhat more complex 
is the B Minor, the whole material of which is a kind of 
cadence formula that begins the work, and a broadening 
out into broken chords. That it sounds like something more 
than this is one of Scarlatti’s secrets — with his great craft 
he always gives more for the ear to listen to than for the 
eye to see on the page. Still, this is one of the simple 
sonatas. The G Minor has genuine richness, the result of 
movement in the inner voices which sometimes stabilize 
and sometimes imitate the French dotted rhythm. At the 
extreme of Scarlatti’s complex manner is the A Minor, a 
big work with strongly contrasted themes and dramatic 
intensity. In the first half of the sonata there are these 
events: the subject in minor, its repetition in major, a 
pathetic secondary theme that modulates to new keys, a 
treatment of the sharply dissonant chords that accompanied 
the secondary theme, and a brilliant and gay closing sub¬ 
ject. The second half brings still more fresh material before 
returning to the original themes. There is as much richness 
and variety here as we find in the classical sonata form of 
Haydn, C.P.E. Bach, and Mozart. And the same is true, in 
varying degrees, of the C Major and D Major Sonatas. 

Scarlatti was much concerned with the technique of harp¬ 
sichord playing. Trills, arpeggios, scales, wide leaps, cross¬ 
ing of the hands, repeated notes, tremolos — all these make 
his sonatas studies in the art of playing. Still, they are so 
packed with genuine musical interest that they are never 
mere exercises or virtuoso display pieces. Scarlatti was too 
much the Italian, too much steeped in the traditions of 
Neapolitan opera, to have been seduced by technical prob¬ 
lems, however challenging. Besides, he did not have to com¬ 
pose over 600 of these sonatas in order to show his mastery 
of technique. He wrote them because he had things to say 
in music. And it is these things that delight us long after 
our interest in virtuosity for its own sake has faded away. 

The harpsichord belongs typically to the Baroque era, 
though its origins go much further back into history. 
From the beginnings of the seventeenth century until 
the end of the eighteenth, when it was superseded by the 
piano, it was the principal, all-purpose instrument for 
both accompaniment and solo performance. Its revival 
in our time has two aspects: first, it has been a part of 
the twentieth century’s renewed interest in older music; 
second, it has been found to be very congenial with 
modern music. Sylvia Marlowe, a distinguished prac¬ 
titioner of the old and new alike, has commissioned 
many works for her instrument. 

At eighteen years of age,, while studying under Nadia 
Boulanger at the Ecole Normale de Musique in Paris, 
New York City-born Sylvia Marlowe heard a harp¬ 
sichord recital by the renowned Wanda Landowska. 
Already an accomplished pianist and a devotee of seven¬ 
teenth and eighteenth century music, she was persuaded 
to undertake the study of the harpsichord. 

Since brilliantly mastering the instrument, she has I 
performed to constant international acclaim on the con¬ 
cert stage, on more than 1,500 radio concerts (many of 
them her own network shows), and on a distinguished 
NBC television series. 

In another Capitol recording (P8309), Miss Marlowe 
and the Concert Arts Players perform the Concerto for 
Harpsichord by Falla, and modern compositions by 
Rieti and Surinach. : 
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